In recent years, feminism has increasingly found its place in popular culture and has been featured in popular debate in Germany and across the English-speaking world. Political actions such as Pussy Riot, femen, and SlutWalk have brought visibility to gender-related violence, at times sparking great controversy. Popular fi gures such as Beyoncé and Emma Watson proudly have claimed the title of "feminist," leading to heated discussions in mainstream and feminist media sources alike, such as in the German magazine EMMA. 1 Feminism, feminist causes, and the label "feminism" continue to fuel political debates with controversy, as we undoubtedly will witness again this election year of 2016 in the United States.
If popular culture and politics are sites where discussions about feminist activism, representation, and theory have gained renewed prominence, what role does or must feminism play in academia? A recent position paper authored by a group of geography scholars in Canada and the United States called for a "feminist model of slow scholarship" in order to counter the neoliberalization of the academy that demands ever more output from scholars and devalues pastoral or care work and service, activities often coded as female. 2 The Women in German Coalition and the Yearbook, too, have engaged in an ongoing assessment of feminism and its role in the academy. Indeed, last year's anniversary volume, "Provocations for the Future," provided historical overviews and dialogues on where we understand ourselves to be right now, as well as offering visions for the future. These provocations, much like the position paper, can be seen as a recognition of the greater urgency of keeping feminism at the forefront of the debate in all of academia (and not just in the humanities or in gender-study departments), particularly at a time when research and teaching positions have become ever more precarious and when tenure and promotion practices continue to be persistently gender-determined.
x women in german yearbook 31 One year on from these "provocations," we continue to see the function of WiG and of the Yearbook as playing this critical role; the academy remains an essential site for feminist work, which includes all struggles to make visible inequities and adversities faced by many, whether due to race, ability, sexuality, or gender. The Yearbook authors and editors, and all members of WiG, must continue to be vigilant in supporting and representing feminism-and provoking-now and in the future, which the scholarship presented in this volume demonstrates. Although the eight pieces included here approach feminism from different angles, a common thread exists among them in the way they engage with literature, fi lm, theater, and theory as sites at which feminism can be viewed, analyzed, and inserted, even as those sites themselves become rewritten in the process.
The volume opens with Karen Baumgartner's article, "Packaging the Grand Tour: German Women Authors Write Italy, 1791-1874." Using the specifi c term "sight" (as opposed to the more standard "site") to reference the visuality and visual experience of travel locations, Baumgartner traces the narratives created by Friederike Brun, Elisa von der Recke, Theresa Artner, and Fanny Lewald on their visits to Italy. These women, she argues, utilize conventional tropes set up by their male counterparts; however, they adapted these to open the travel industry to both women and men. In Baumgartner's analysis, these authors go against the norms of past narrative and travel structures and shift the experience of travel (and travel writing) from one of edifi cation to one of pleasure.
Next, in her article addressing E. Marlitt's popular nineteenth-century novels, Lauren Nossett shows how this greatly admired author deviated from the societal expectations of her own time. In "Bad Mothers and Good Virgins: Gender, Identity, and Maternity in the Novels of E. Marlitt," Nossett shows how the domestic sphere as portrayed in literature becomes a site for the transformation of the understanding around women's roles. She shows that, in Marlitt's novels, women are not bound by nature to have maternal instincts-as was a societal assumption. As an alternative, Marlitt portrays virginal women who have better mothering instincts than the negatively portrayed biological mothers and thus provocatively asks readers to rethink the widespread normative expectations of her time.
S. E. Jackson's article about femmes fatales as portrayed on the stage of the early twentieth century shows how actresses, in their authority in the theater and their dominance in the imaginations of audience and critxi ics alike, themselves were a provocation. Both of the actresses discussed here, Gertrud Eysoldt and Tilla Durieux, became confl ated with the roles they played as Salomé (Wilde) and Judith (Hebbel) in Max Reihardt's production of these dramas. In this article, Jackson "examines how [their] performances both enacted and contested the patriarchal, antifeminist paradigms central to the femme fatale fantasy" (48). The actresses' physical appearance and risqué costumes helped to fuel this fantasy. The stage as the (public) site of their performative acts provides a very different setting from the domesticity of Marlitt's novels, yet in both instances, the real and fi ctional women act subversively.
In the next article, "Anna's Freud's Blank Screen: Home Movies and Psychoanalysis," Sonja Boos also takes as her point of departure the representation of real women. She looks at home movies of the Freud family in an effort to examine "questions that lie at the historical origin of psychoanalysis itself" (73). In this manner, fi lm is provocatively used as a critical tool for the discussion of psychoanalytic theory. Her close reading of these movies, narrated by Anna Freud, reveals Anna's refl ection on the past, on her family, and, particularly, on her famous father, as the home movies provide subtle insights into familial relations and the voyeurism of those fi lming. Her discussion includes looking at the quasi-incestuous bond between father and daughter within the theoretical parameters of narcissism, sublimation, and transference. In the end, this memory work reveals that the fi lm itself is self-refl exive on psychoanalysis.
Memory work also plays a pivotal role in Stefanie Hofer's "Memoirs and Healing: Howard Reich's The First and Final Nightmare of Sonia Reich Read through the Lens of a Trauma Victim." Hofer lost her husband in the senseless shooting at Virginia Tech in 2007 and uses memoirs as a site for processing that trauma. In her retrospective, she specifi cally looks at post-traumatic stress disorder suffered by a survivor of the Holocaust (Sonia Reich) as examined by her son Howard Reich. Hofer uses Howard's insight into his mother's ptsd for coming to terms with her own trauma and loss. Through this process of mourning (hers and Reich's) and self-refl ection, she realizes that there is empowerment through silence. In its format, which intertwines personal refl ection with critical analysis, the piece is a provocation for us all to engage with our work in different, intimate ways.
The detective novel Freudsche Verbrechen by Eva Rossmann is set in Vienna, and Traci O'Brien uses this work as a site for calling into question tenets of postmodernism and feminist consciousness. The novel opens with a murder in the Freud Museum, and Rossmann's protagonist, a female journalist and amateur sleuth, discovers the killer and also that his motive is related to Vienna's Nazi past. Thus, as O'Brien states, the author "places her novel in two traditions: detective fi ction and writing about the Holocaust, whereby she pits the genre's imperative to make known the unknown against the postwar crises of knowing and justice" (122). Like Boos and Hofer, O'Brien addresses psychoanalysis and trauma, particularly through her use of Bloch's metaphor of the light that makes truth visible.
The last two pieces in this volume center on fi lm to examine ethnic Others and so-called migrants in Germany. In the fi rst, Priscilla Layne discusses, specifi cally, how Doris Dörrie's fi lm The Hairdresser (2010) reveals "the normalizing biopolitics" of the Berlin Republic. By establishing similarities between her white, obese female protagonist, Kathi, and the illegal Vietnamese immigrants with whom she becomes friends, the fi lm offers a provocative approach to thinking about discrimination. Although this fi lm is a comedy, Layne argues that it nonetheless advances the current discussion in Germany about discrimination and calls into question the normative policies that regulate German society.
The concluding piece in this volume is an interview with the Turkishborn fi lmmaker Aysun Bademsoy. Interviewers Julia Ludewig and Tessa Wegener assert that Bademsoy examines "issues of gender identity, family structures, and multi-ethnic belonging" (174) in her documentaries and addresses the cultural divide that often exists between Germans and Turks. Ludewig and Wegener ask Bademsoy to refl ect on "the role gender and 'hyphenated' identities play" in her work (174). This kind of refl ection on gender is integral to all of the articles in this volume. They also imply the kind of self-refl ection about which we, as feminists, must continue to be hypervigilant.
Together, these eight articles engage in, to reference Baumgartner's discussion again, sighting feminism, through their shared use of visuality (whether in medium or mode of analysis) in and across textual, historical, and geographic sites. And, through this sighting, feminism itself becomes a site for the reassessment of narrative structures, fi lmic conventions, reception practices, and theoretical frameworks.
We would like to express our sincere appreciation to the members of the editorial board for their support throughout the year. We also wholeheartedly want to thank all of our dedicated colleagues who give so generously of their time and expertise in reading and reviewing the xiii submissions to the Yearbook. We continue to appreciate the patience and professionalism of our associates at the University of Nebraska Press. Their support and advice in all aspects of production is invaluable to the successful completion of the editing process.
Liz would like to take this opportunity to thank Carrie Smith-Prei for her professionalism, insight, and teamwork this past year. It has been her great pleasure to work with Carrie as coeditor on volume 31. Liz wishes her all the best as she continues her editorial work. Carrie would also like to thank Liz Ametsbichler for the guidance, intellectual clarity, and camaraderie she has provided Carrie during the course of putting together this volume. The joy and care with which Liz approached each stage of the publication process was and is inspiring, as is the vision she has shown for the Yearbook in the four volumes published under her editorship.
Finally, both editors feel truly moved to have had the chance to witness fi rsthand the vibrancy of feminist work and criticism in German studies. It has been a privilege to work with exciting scholars at all levels, from graduate students and emerging scholars to those more senior. We thank all authors for continuing the important project of advancing feminist work and scholarship.
We both would like to welcome Waltraud Maierhofer (University of Iowa), who has been selected as the new coeditor of the Women in German Yearbook and will join Carrie as part of the editorial team.
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